Because we have been empowered to design new curricula, we can invoke a rhetorical perspective in that design. However, since our fellow faculty members have the power to approve that design (or veto it) and since we value creating connection with others, we have to also commit to a curricular design that is practical and sensitive to our institution's needs. By defining rhetoric as a broad liberal art with a connection to a variety of disciplines and by creating a major that draws on the expertise of various disciplines, we feel that we are able to both preserve our disciplinary integrity and serve the unique needs of our institution and students.
Creating an undergraduate program rooted in rhetoric preserves disciplinary integrity not only at the local, institutional level but at the disciplinary level as well. In recent years, as noted in the introduction, numbers of undergraduate writing majors have increased, filling the gap in writing studies between serving first-year composition and graduate programs. While the nature of what a writing major or a writing studies program should contain, what courses and themes should be included, has been debated (the collection Coming of Age captures many of these debates), building a program with a rhetorical framework such as we have described will allow space for a variety of writing majors, each with room to negotiate the civic, historical/theoretical, and technical aspects that Coming of Age emphasizes. The rhetorical framework that we outline allows for flexibility in design and, to an extent, rhetorical values, yet would maintain a disciplinary wholeness. The sheer existence of a writing major can, as Howard says, "function as an instrument of institutional activism that accomplishes what writing across the curriculum or first year composition cannot: the demonstration of writing as an intellectual discipline rather than as a means of inflicting discipline upon the bodies of students" (2007, 43) ; a writing major based firmly in rhetoric with a full appreciation of the communication triangle keeps that impoverished, "disciplining" approach to writing at bay while helping to establish how and why writing is worthy of disciplinary status.
As Howard argues, considering how the writing major can transform the work of the discipline and the institution is now in "the realm of ideology" (2007, 42) . In "Ideology, Theory and the Genre of Writing Programs," Jeanne Gunner invokes Terry Eagleton to define ideology as points at which "cultural practices are interwoven with political power" (2002, 8) . Gunner goes on to explain that ideology is analogous to the operating system on a computer in that "ideology precedes practice and theories of practice" (8). While ideology precedes practice, ideology can be best observed by a focused analysis on those cultural practices that are related to power. Howard argues that the "cultural practices" of institutionalizing a writing major open up those traditional, skills-based ideological arguments about writing: "The process of establishing a writing major can challenge the traditional normative vision of writing instruction and offer in its stead a representation of writing as a discipline and its instruction as a part of the intellectual work of the institution" (2007, 42) . Creating a writing major based in the rhetorical principles we describe helps to consolidate the discipline's, the institution's, and the department's ideological definitions of writing and rhetoric while leaving room for what practices and specific curricula are appropriate given an institution's and a department's local context.
r h e t o r i c a n D P r o g r a m D e v e l o P m e n t: c o n c l U D i n g r e f l e c t i o n s
By applying an operational definition of rhetoric to our program, we have come to better appreciate the importance of resisting impoverished definitions of writing, engaging, and interrogating various historic perspectives on rhetoric and situating the work we do. As our case study illustrates, our major uses rhetoric to challenge the disjointed list of courses that Schwegler describes and instead envisions a connected curriculum that engages all aspects of the communication triangle. Our case study also demonstrates how a historical perspective of rhetoric allows us to link rhetoric to a broad liberal arts tradition, thereby allowing us to educate faculty, students, perspective employers, and others as to rhetoric's scope and relevance. Finally, our case study reveals the ways that an understanding of the situational nature of rhetoric supports the interdisciplinary nature of our professional writing program.
While we have finished developing our program, we realize that in order to honor our rhetorical approach we cannot truly view our work as finished. Lest we forget, Tony Scott reminds us, "Neither the student nor the educational institution are transhistorical givens. Each is continually recreated by the daily labors of human agents and is therefore a potential site of positive change and hopeful possibilities for writing that have yet to be conceived" (2007, 90) . In short, we are seeking to use rhetoric to create an ideology of connection rather than competition because, as Lester Faigley points out in Fragments of Rationality, "agency resides in the power of connecting with others and building alliances" (1992, 199 ). Such agency is only possible for students and faculty if we use the cultural practice of program development as an opportunity to create an ideology of connection rather than competition, while simultaneously making the best out of the constraining material conditions that are always a feature of college institutions. r e f e r e n c e s 
n t r o D U c t i o n
Over the past four decades, the theory and practice of writing pedagogy have not treated the five canons of classical rhetoric equally. For a number of theoretical and institutional reasons, invention, arrangement, and delivery-the first, second, and fifth canons, respectivelyhave received the most attention. But as rhetoric and composition has matured as a discipline, and as it has gained disciplinary security within the academy (as evidenced not only by conferences, journals, and book series but also by the growing number of tenured faculty, department chairs, and upper-level administrators with backgrounds in rhetoric and composition), we now have the opportunity to rethink the discipline's relationship with the rhetorical canons, in particular, with the canons of style and memory. Perhaps most telling in these institutional changes is the notable number of majors and minors in writing that have been, and continue to be, established (and which provide the occasion for this book) (National Council of Teachers of English 2007). In effect, these new majors have bridged the gap which previously existed between scholarly activities and graduate education in rhetoric and composition and the delivery of undergraduate writing courses-which until recently were largely limited to first-year writing, Writing Across the Curriculum and Writing In the Disciplines (WID) initiatives, and (outside of creative writing) a small assortment of elective writing courses. The growth of writing majors, however, has changed this landscape dramatically. Programs in writing studies, professional writing, technical writing, and other similar rubrics have provided the opportunity for undergraduates to study topics which until recently were reserved for graduate school. And for those of us who teach in such programs, this new landscape might provide a catalyst for examining how we deliver writing instruction at all levels.
Our past emphasis upon delivering the "universal requirement" and the consequent "service" mission of our discipline, has largely limited our work to the practical delivery of writing "skills" needed for college, often delivered by a changing cast of full-time professors with a variety of primary interests, as well as by teaching assistants and other contingent faculty.
1 In such a world, though experimentation and scholarship have continued to theorize what we might do, the actual delivery of writing pedagogy has still been limited by its role within the larger institution-as direct preparation for the academic reading and writing students will perform in college. And, as David Bartholomae reminded the Conference on College Composition and Communication's (CCCC's) membership on the occasion of receiving the 2006 Exemplar Award, this is important work. But looking now over a changing landscape that includes new writing majors, we clearly would be remiss to consider only the institutional authority and the opportunities that these days provide; we are also compelled to rethink some of the assumptions and practices that have guided rhetoric and composition during the first generation of its existence-a generation based largely upon efficient delivery of a single course (or course sequence). The large question we ask is this: What facets of our disciplinary traditions might be once again available to us in these new environs? We can address only a small piece of that larger question here: How has our treatment of the rhetorical canons been truncated in the quest for an efficient delivery of the "universal requirement"? More specifically, we wonder how an increased attention to the canons of style and memory-two middle sisters of the five canons-might enrich the rhetorical education we offer to our students.
In this chapter, we detail ways that we have begun to reinvest these canons with prominence in our writing program. We focus primarily upon Advanced Composition, a required 300-level course in the professional writing major at York College of Pennsylvania that highlights the canons of style and memory. Before we discuss this course in detail, though, we explore the causes of the dominance of the other three canons in writing course design as well as the effects that the lack of attention on style and memory have had on student writers. After presenting a description of the course content and goals, we provide examples of projects from that course. We then conclude the chapter by analyzing student feedback to the course and speculating upon the ways that this course, and the growing selection of upper-division writing courses made available by majors in writing studies and professional writing, might effect writing pedagogy more generally-including the delivery of first-year writing.
t h e D o m i n a n c e o f i n v e n t i o n , a r r a n g e m e n t, a n D D e l i v e r y
The canons of invention, arrangement, and delivery have dominated writing curricula developed during the first generation of what is now called composition studies. Though that resurgence reintroduced rhetoric to English departments, it did so in a landscape dominated by the practical and under-resourced delivery of first-year writing. Those exigencies created undesired side effects, creating a somewhat impoverished and pragmatic version of the rhetorical canons, each seen as a distinct portion of a "writing process" that proceeds from pre-writing activities that generate ideas through arrangement and delivery activities that package those ideas. But the canons are not freestanding units; picking and choosing among them, and treating them as steps in a process, ignores the essential interrelatedness of the canons as a method of developing rhetorical skills. Arrangement, style, and memory, for example, are all to a degree forms of invention. (In fact, in classical schema, so is the act of oral delivery; the extemporaneous element requires the nimble rhetor to use remembered stylistic schemes to respond to the needs of kairos). But the discipline's focus upon the universal requirement, as noted by the wave of abolitionists of the 1980s and 1990s, stresses efficiency and process. This focus has occurred for several institutional and disciplinary reasons, reasons that have begun to dissipate as writing majors have allowed for a wider view of writing pedagogy.
First, the canon of invention was treated in ways that best fit the study of literature-the dominant field in English departments from which renewed interest in rhetoric grew and in which many of rhetoric's early champions had formal graduate training-in that the development and discussion of ideas is of paramount importance (Crowley 1998 , Delli Carpini 2006 . Further, students were encouraged to create essays that enact the ideal of the "well-wrought urn" forwarded by literary formalism. Thus, once ideas were generated by inventional techniques (techniques that grew in popularity through the work of expressivists like Peter Elbow), students were taught to arrange (the second canon) these ideas in a way that was both clear and logical to the reader. And finally, the fifth canon of delivery-which, in its original form, was about oral performance-was adapted to the needs of academic writing, moving students toward the presentation of a (presumably revised and edited) finished text to the instructor.
Second, the canons were impoverished by the belief that invention, arrangement, and delivery can seemingly be taught with no attention to grammar. This loss of grammar as an essential element in the teaching of writing, however, stems not from the larger understanding of grammar as facility with the language's structures but in response to the notion of grammar adopted in its streamlined "skill and drill" versions-versions that several studies showed were of no benefit to students' actual writing.
1 Thus, first grammar was isolated from live writing;
then, this ineffective version of grammar instruction was abandoned (and with it grammar instruction more generally), followed soon on the trash heap by the teaching of the sentence, as Robert Connors has chronicled (2000). Thus, the teaching of grammar and sentence style was out of fashion soon after the resurgence of rhetoric began, and it still is in many circles (Mulroy 2003) . But, as we discovered as we worked with writing majors in our expanded curriculum, teaching prose style without some attention to grammar is difficult if not impossible; it is tough to explain, for example, how to subordinate an idea stylistically or discuss word order without a knowledge of independent and dependent clauses and various kinds of phrases. Thus, systematic instruction in style and, by extension, memory (see below for a discussion of the connection between these two canons) was lost, perhaps inadvertently, when instruction in grammar ceased; the other three canons filled the void. Third, student writing has been expected to conform to disciplinary ideals and the ideals of standardized written English. Ironically, the loss of grammar instruction did not come with a concomitant lack of attention to proper usage in student texts. Instead, the rich and complex field of grammar instruction has been reduced to a massive academic style sheet or template. In this version, writing curricula and handbooks have attempted to model for students what "correct" writing is meant to look like, divorcing it from the activities of invention, arrangement, and memory that help students to explore syntactical strategies. In such a scheme, invention becomes divorced from language play and exists only in the realm of ideas; arrangement becomes outlining; style becomes conformity; memory becomes the rote learning of rules; and delivery amounts to presenting an edited text. These are not the canons envisioned by the large program of learning envisioned by the early rhetors. Fourth, the focus upon process-based writing, with its reliance upon multiple drafts, has (ironically) given the student text-based upon its conformity to preimagined academic and private genres-priority, as a type of infinitely refinable commodity. For all the mantras associated with the process movement, when the end product becomes a type of Platonic ideal extant in the mind of the teacher (and by extension, an ideal students seek to reproduce), process-based pedagogy becomes more like an assembly line and less like an art studio or public forum. Though techniques of brainstorming, freewriting, and looping allow for some free-play of language, those techniques are then processed through more lockstep measures that aim at conformity; arrangement envisions the construction of a model text for an ideal reader; style becomes the study of disciplinary or academic conventions; memory is focused more upon content and grammar "rules" than rhetorical tropes and appropriate stylistic patterns; and delivery becomes an act of conformity and cleanliness-a final polish.
Though all of the canons have suffered in this sterilized version, our experiences with teaching our Advanced Composition course have suggested that its effect upon canons of style and memory has had the most deleterious effect upon student writing. Those canons have suffered a type of benign neglect, coming not so much from the assumption that they are unimportant but the assumption that-given effective invention and arrangement-they essentially take care of themselves. In terms of style, effective invention and clear, logical arrangement, the assumption went, would reveal a writer's authentic voice (i.e., her style) without any additional effort on the part of the writer: in other words, the writer's style would reveal itself naturally from the ideas that the writer was exploring, and the style would change naturally and appropriately as a result of the changing content that the writer produced. This assumption, on one hand, fits nicely with the Ciceronian contention (with which we wholeheartedly agree) that style and substance cannot be divorced from one another, that changes in either potentially change both. However, the sense that developing content is the only-or even the central-task of invention assumes that the discovery of ideas is divorced from language play. It suggests that attention to the rhetorical situation would seamlessly result in appropriate stylistic decisions. What is missing from this formula is the reality that an understanding of content does not necessarily come with the language abilities to nuance those ideas in language; in fact, the rhetorical canons would insist that invention in content and invention in style are inseparable as activities. Further, the progymnasmata, a set of rudimentary stylistic exercises that asked students to play with figures and tropes, stands as testimony to the early rhetors' belief of the crucial connection of the two. If effective style is to emerge from the invention process, it can only do so in a mind that has been exercised through figures, tropes, and other forms of stylistic play. Hence, as we define the canon of style, it is intimately connected with memory-with the knowledge of linguistic techniques that can be drawn upon in rhetorically useful and appropriate ways. Eloquentia is a function of kairos and linguistic preparation-and that linguistic preparation is what we have come to mean by a pedagogy of style.
As should be clear from the above discussion, then, the related fourth canon, memory, has also suffered as a result of limited definitions of invention and the loss of the concept of the progymnasmata, where the elements of stylistic memory were developed.
2 If one believes that invention leads naturally to a style appropriate for the rhetorical situation, then there is really no need for schemes and tropes or discussions of word order or point of view-the stuff of style-to be remembered by a writer. Several generations of writers have graduated from high school and college having been taught only a few figures of speech-largely those that are taught in the context of the formalist analysis of literature and creative writing: simile, metaphor, analogy, onomatopoeia, alliteration, irony, and so forth. Other features of style, such as those related to word order (hyperbaton, epistrophe, symploce, and so forth), sentence structure (periodic and cumulative), implied sentence elements (zeugma in all its forms), and restatement (e.g., epizeusis and scesis onomaton), have not been taught at all. Absent those pedagogies, the baby has been lost with the bathwater, as memory, conceived as a rhetorical storehouse developed by students through stylistic exercises and play, disappeared from our rhetorical lexicon; it has instead been treated as a not particularly useful way to remember ideas-not particularly useful because ideas can be referenced when they are needed in that they can be looked up on the Internet or in a book or journal or can be recorded by the writer for future use. And having such tools in a handbook is little help during the act of invention. Perhaps Plato's fear in Phaedrus that writing would destroy memory has come home to roost in our electronic environment.
cons eqUe nc e s o f t h e l ac k o f at t e n ti o n to s t y l e a nD m e m o ry
In the development, administration, and delivery of our writing major, we have come to believe that the lack of attention to style and memory has shortchanged student writers. While content does indeed influence stylistic abilities, and vice versa, this interrelationship does not happen automatically; attention to prose in which the primary focus is on style rather than content, we have come to believe, is a necessary element of writing instruction. Borrowing from Rude, we define style as "the cumulative effect [of a writer's] choices about words, their forms, and their arrangement in sentences" (2006, 251) . Borrowing from Gorrell, we expand this definition to include choices about making and breaking so-called rules of language use and about punctuation (2005) . Extending the argument pertaining to the canon of style, we submit that the canon of memory also deserves renewed study because memory holds the bits of discourse-the schemes, tropes, and techniques that not only make up the stylistic repertoire of effective writers but which connect style to occasion. It can be argued, of course, that a knowledge of building blocks of an art form is not essential for the creation of art. Indeed, we know of wonderfully talented musicians who do not read music. This ability is rare, however, and it seems as if we teach writing in a way that provides an environment for a "naturally" talented writer to flourish but fails to teach the vast majority of "typical" writers who do need grounding in words, phrases, clauses, and sentences. (Neither do we know whether natural talent comes from exposure to language variety through early childhood influences.) And learning to read musical notation certainly does not impede a play-by-ear musician's ability to perform: on the contrary, it can greatly enhance it by opening up an entire repertoire of musical theory and composition that may heretofore been unknown to the musician.
In too many ways, the teaching of writing without regard for style and memory is like teaching music without teaching notes. We have focused on larger elements-ideas that are similar to themes or melodies in music-but not on the component parts of these ideas, which are notes for themes or melodies and words, phrases, and clauses for ideas.
Just as invention leads musicians to learn about notes, chemists about atoms and molecules, and softball players how to throw, catch, and hit, writers benefit by developing skill with words, phrases and clauses, and sentences-building blocks which are best studied and manipulated within the context of style. And also like musicians, chemists, and softball players, writers must internalize those elements in ways that allow the appropriate and natural uses of the basic building blocks of their art. This connection of form and function in the memory actualizes the potential of a writer to produce fluid, clear, timely, and decorous writing-writing that even at the sentence level fits content and purpose to style. It also increases their sensitivity to style as they read, and so allows the act of reading to lend itself to subtle forms of mimesis.
Of course, there is no doubt that a system-be it of musical notes or of words, phrases, and clauses that make up prose style-can be (and has become) oppressive. That is why our Advanced Composition course includes an explicit articulation that what is being studied is, indeed, a system. We explain to students that the system of style and memory that we present has been successfully employed to teach writing over many centuries in many different (western) cultures. Students may choose to follow, resist, change, and/or obliterate the system-but not to ignore it. And they have done all of those things. What we have found is that writing majors benefit greatly by explicit attention to, and guided practice in, stylistic exercise that hearkens back to the rhetorical canons of style and memory and which reconstitutes the stylistic exercises and playful spirit that reconstitute the progymnasmata. Our Advanced Composition course is at the heart of this reinvigoration of stylistic learning.
a Professional Writing cUrricUlUm that Balances the canons
The advent of new undergraduate programs in writing, as we have found, presents an opportunity to think more robustly about the place and teaching of style and memory. With the belief that the canons still provide a viable model for a writing pedagogy, we designed (and continue to redesign) our major in professional writing in a way that gives each canon its due (see appendix). While no course in our major focuses solely on one canon, several of our applied writing courses, such as Writing in Professional Cultures and Writing for the Web, and theorybased courses, such as Interdisciplinary Writing and Rhetorical Theory, primarily target the canons of invention and arrangement. The first two courses introduce students to print and online genres and rhetorical situations-to the ideas and spheres of inquiry-common to many of the professional contexts within which our students will eventually work. The latter two courses approach invention and arrangement more generally. In the Rhetorical Theory course, for example, we teach students that logos, ethos, and pathos appeals are invention considerations in any rhetorical situation; in the Interdisciplinary Writing course, with a nod to Cicero's insistence in De Oratore that writers know something about everything, we teach our students about how arguments are constructed and supported-and arranged using, for example, the introductionmethods-results-and-discussion framework-in various forms of human inquiry (i.e., humanities, social sciences, natural sciences).
Style and memory are not completely absent in these courses. For example, the Interdisciplinary Writing course involves a discussion on the use of passive voice in the sciences, and Writing for the Web includes a discussion of the types of writing styles that are effective in online environments. Concomitant with these discussions is the notion that students should internalize (remember) these stylistic expectations and the cases within which they are most appropriate or decorous. Additionally, the canon of memory is discussed in the Rhetorical Theory course, especially with respect to the rhapsodes and logographers such as Lysias who memorized enormous amounts of text and recited publicly in various combinations and recombinations.
We ask our students to think about the fifth canon of delivery primarily in two ways. First, the Writing for the Web course introduces many of our students to an entirely new form of delivery; they are of course not new to the Internet, but they are often new to thinking about the kinds of visual and alphabetic texts that this medium of delivery requires. Second, we require our students in many courses to "deliver" work orally as well as in writing. Thus, for example, we ask our students to make formal presentations of their work in most of the courses mentioned above, as well as in courses such as Teaching and Tutoring of Writing and Senior Seminar in Professional Writing. Our students must, as a result, think about how their work can be best delivered in various media.
It is our required course in Advanced Composition, though, that brings the canons of style and memory to the forefront. In this course, which most of our professional writing students take as sophomores or juniors and which is also required for literary studies majors and for secondary education English majors, we focus on prose almost entirely at the sentence, clause/phrase, and word levels. We ask our students to experiment extensively with their own style(s) and to learn to recognize the use of stylistic techniques (and consequent success or lack thereof) in the work of others such as student peers, well-known essayists or authors, or almost any writer. Here is how a typical semester-long Tuesday/Thursday section of the course is structured: This curriculum relies on several basic assumptions. First, it assumes that style can be studied productively and successfully. To help students see style as the central topic of study, we break it down into various elements: emphasis and subordination, repetition/restatement, sentences, sentence length, clauses, phrases, parts of speech, word order, point of view (first person, second person, third person), tone, active and passive voice, parallelism, and punctuation. Each of these elements is studied individually, and then layered in ways that lead students to a more sophisticated understanding of style, an understanding that is inextricably intertwined with an ability to deliver more complex, and more nuanced, content. Additionally, we maintain that the intensive study of style leads to the development of rhetorical memory, through which students come to connect specific forms with specific and appropriate occasions.
Second, our curriculum assumes that knowledge of grammar is helpful-indeed, perhaps essential-to the study of style. And we do not take for granted that our students know grammar. Some have not been exposed at all to concepts such as parts of speech, phrases and clauses, parallelism, and the like; and very few have come to a complex understanding of how those concepts inform the construction of live sentences.
3 Thus, a significant portion of the course is devoted to these concepts, with the understanding that adherence to conventions of standardized English is a rhetorical decision that must be made on a case-by-case basis, whereas grammar describes the systems through which the language works. We want our students, for example, to understand what a sentence fragment is and to use it or not use it consciously, for specific reasons that are related to the rhetorical situation at hand-but with an understanding of its grammatical construction and reasonable functions. As such, as discussed below, we engage students in many exercises through which they are asked to reflect upon and reason through the choices that they make. Though these exercises are no doubt somewhat artificial, they constitute a type of progymnasmata that prepares them to return to their own writing processes with a fuller stylistic memory. We typically require our students to complete five projects as part of the Advanced Composition course, including various projects that focus upon stylistic techniques and practices such as coordination and subordination, varying sentence structures, controlling long sentences, using figurative 3. See The National Commission on Writing report, which noted that, "There are many students capable of identifying every part of speech who are barely able to produce a piece of prose" (2003, 13) .
language, writing with action verbs, and so forth. Common to all of these projects is the structure of the tasks students perform. They begin with an analysis of a text selected by the instructor and then move on to experiment with the stylistic elements they have analyzed by producing a brief piece of writing themselves-brief enough that the focus is truly on each sentence. Both of these tasks are facilitated by the use of highlighting and commenting functions in Microsoft Word: students highlight a particular passage in the text selected by the instructor, then in their own writing, and use the comment function to identify the stylistic strategy used and to explain why it is being used in this specific place/rhetorical situation. These comments thus ask students to link form to function, and so to begin to develop the memory of how specific techniques fit specific rhetorical occasions-creating synapses between kairos and eloquentia. For example, the coordination/subordination project asks students to first locate three instances of coordination and three instances of subordination in an excerpt of a text selected by the instructor. For this project, Dominic Delli Carpini has most recently used an excerpt of John Krakauer's Into the Wild, while Mike Zerbe has used an excerpt of Jhumpa Lahiri's short story collection Interpreter of Maladies. We ask the students to identify instances as coordination or subordination of words, phrases, or clauses and to explain the selected text's role in the sentence: what it modifies and/or its relationship with other parts of the sentence and/ or its stylistic effect. Then we ask the students to write a few paragraphs on a topic of their choosing and to comment upon the choices they have made to subordinate or coordinate specific ideas. Finally, we ask students to explain what they have learned about style from reading and analyzing the text selected by the instructor and how it may have impacted (or not impacted) their own style in the part of the project in which the students write on their own. Figure 1 provides an example of one student's analysis of the use of coordination and subordination in Lahiri's Interpreter of Maladies (all student writing used by permission). As shown in the comments on the right, this student identifies the use of either a coordinate or subordinate element (or both, as in the first comment) and its role within the sentence. These comments are three of the six comments we asked the students to write (three for coordination, three for subordination).
In the next part of the project, we ask students to write on their own. We suggest a topic, although we allow students to write about other topics if they wish, as long as the topic lends itself to the use of the stylistic elements under consideration in the project (the students can always choose a new topic if the first one doesn't work out). We encourage the student to write as they would normally at first and then revise their text as necessary to identify and/or add examples of coordination and subordination, assuming such additions are both possible and appropriate. (If they do not seem to be, we would ask the student to choose another topic.) Figure 2 shows the work of a student who wrote a paragraph on a vacation cabin that her family used to visit. Again, we ask the students to identify and comment on examples of coordination and subordination in the text-their own, this time-and to explain the role of these examples.
In the last part of the project, we ask students to reflect on what they have learned about style (and content) by studying coordination and subordination in the prose of a noted author or essayist and in their own work. Figure 3 demonstrates such reflective comments. The comments serve two purposes. They demonstrate to us that this student is able to clearly identify examples of coordination and subordination and understand how Lahiri and the student herself are using these strategies. And they ask students to form memories of the uses of the technique studied. Zerbe did ask this student to spend some more time on the relationship between style and content: to explain why, for example, Lahiri or the student would choose to coordinate or subordinate elements of a particular sentence. What we seek in an explanation of this sort is a discussion of why, for instance, the student would choose, in her description of her family's vacation cabin, to coordinate the three prepositional phrases, each starting in general with "for the [adjective] [noun]," in the fourth sentence of her paragraph on the vacation cabin (perhaps because she wants to use parallelism to treat equally each of the three memories for which she yearns-"the blazing colors of the leaves," "the treacherous climbs over the rocks and mountains," and "the smooth creek bed stones" and to use "for" each time because some of the phrases are a bit long) and why these ideas are, overall, subordinate to the main idea of the sentence, that is, "It's been years" (perhaps because the student wants to emphasize the amount of time that has passed since she's been to the cabin more than the other ideas contained in the sentence).
Our goal in the Advanced Composition course with respect to memory is to devote enough attention to strategies such as coordination and subordination so that they begin to be retained in the students' minds. Thus, for example, we hope that this student will, in future writing, internalize thinking like this: "Here is a good place to use subordination, because I want to make it clear to the reader that this idea is not as important as this other one."
Other projects in the Advanced Composition course follow a process similar to that used for the coordination/subordination project. The varying-sentence-structure project, for example, asks students to identify and discuss different structural types of sentences (simple, compound, complex, compound-complex, inverted, interrogative) . Zerbe has most recently used an excerpt from Mary Shelley's Frankenstein for this project; Delli Carpini has used an excerpt from Wallace Stegner's "A Wilderness Letter." Both of these texts contain long, complex sentence structures. The students then once again write their own prose, this time focusing upon the use of a wide variety of sentence structures-long and short, complex and simple, direct and inverted, periodic and cumulative-as an architectonic to analyze both the style and grammar of the sentences. The next project, focused on the use of figurative language, asks students to identify and discuss schemes and tropes in a selected text and in their own prose; we first spend about two to three weeks in class learning everything from anadisplosis to zeugma and ask students to consider the various uses of these figures. We have found that the students especially enjoy this section of the course, primarily because we ask them to take ownership of several figures of speech and present them to the class in oral presentations accompanied by handouts or PowerPoint slides. (It gives English majors a chance to use specialized vocabulary that makes them feel like professionals who work in the many fields that have their own language.) Figure 4 provides an example of a student's work, demonstrating her use of figurative language in her own writing. This excerpt exemplifies what we are trying to accomplish in the Advanced Composition course. The student not only identifies the schemes and tropes that she chooses to employ, but she also explains why their use is appropriate given the content-and, more generally, the rhetorical situation-that the student wants to explore. The student has, we think, spent enough time on her text and on her self-analysis of it to retain in her memory some of the stylistic strategies she used. On future writing occasions, she will, we hope, think to herself something like, "Ah ha! Here is a good place for catachresis."
There are a variety of other similar projects as the course proceeds. For example, Delli Carpini asks students to complete a sentence-combining project. This project begins by asking students to write several paragraphs on a suggested topic using only simple sentences-itself a stylistic challenge, and one that reinforces their knowledge of sentence grammar. Then, students are asked to combine sentences using the various strategies that we have been discussing-coordination/subordination, appositives, absolute phrases, parentheticals, relative clauses, semicolons and dashes, and so forth. They are also asked to explain those choices in their marginalia. Figure 5 demonstrates one student's ability to demonstrate his careful choices. In his sentence combining, this student is beginning to show not only the ability to successfully manipulate specific stylistic strategies but also to name those strategies (demonstrating a growing knowledge of sentence grammar) and to articulate the reasoning behind his stylistic choices-choices he has made by remembering past exercises in the techniques chosen such as the uses of the dash, the effect of appositives, and the uses of restrictive and nonrestrictive clauses.
Zerbe asks students to complete an action-verb project in which the students must write a 500-word essay on a topic of their choice and use no forms of the verb "to be" in their prose. This project helps the students to think about the use of action verbs as an indicator of a lively, concise style that is often highly valued in our society, and we have interesting discussions about why this is so. As a result of the prohibition of the verb "to be," students must write in active voice and in either present or future tense. The project departs from the highlighting methodology used for other projects, but, similar to these other projects, the students are asked to describe the effects (if any) of this exercise on their own style.
Both Delli Carpini and Zerbe ask students to complete a style-synthesis project as a culmination for the course. This project does not involve any text selected by the instructor; students are asked to write an essay or some other kind of text on a topic of their choice, to identify the rhetorical situation for which the essay or text is intended to exist, to revise the essay or text, and to identify and explain a number of stylistic choiceswhich may include any of the style topics that have been discussed as part of the course-that they make in the essay and discuss why these choices are, in the student's view, rhetorically effective.
In addition to the projects for the Advanced Composition course, we ask students to keep a style journal, which has become one of the favorite parts of the course. For the style journal, students write down an excerpt (i.e., a word, phrase, clause, sentence, or small group of sentences) of prose or poetry that they read or hear and that strikes them as stylistically notable. The students then explain in more detail exactly what the reasons are for the stylistic notability (which can be positive, negative, or both): the use of an unusual word order, a striking figure of speech, a breach of a traditional rule of grammar, an example of nonstandard vocabulary or unusual dialect, a curious use of tone or point of view, or some other peculiarity. We ask students to pay attention to memorable or effective phrases that they read and hear in their everyday lives, to consider the ways that the writers or speakers are making conscious stylistic choices, and to articulate the technique and effect of those choices. The students explain the stylistic choice and judge whether or not the use of the stylistic device contributes to the writer's fulfillment of his or her rhetorical objective. As with the projects, we hope that the students internalize some of the stylistic strategies that capture their attention so that they can use them (or not) in appropriate rhetorical situations. • Interrupter, enclosed in dashes give more information about the subject but could be removed from the sentence without changing its meaning
• a climactic series and the end reflects the severity of the event's effect upon Landis' defense, and is made more effective by asyndeton-leaving out the coordinating conjunction
• Coordination of phrases in a parallel structure, and using anaphora ("if not") creates emphasis, balance, and rhythm • Delay of "hit" to the end of the sentence with the use of the coordinated subordinate phrases puts the word in the point of most emphasis.
Harris [the author of one of our textbooks] says that anaphora can imply ignorance or lack of knowledge about a subject. Possibly this analyst's delivery also hints at his disbelief about how stupid the defense was to let this happen? I was only half listening to the news, but this sentence caught my ear. The interruption and the repetitive phrasing were effective. What sticks out the most in this sentence is the use of many appositives to describe Demeter and Hades. They add more information to the names so that the reader has an idea of who they are. This is an intro sentence to the story of Demeter and Persephone and the changing of the seasons.
This story is an interesting way to start off the book, because the ties to the story aren't evident until the reader is almost finished reading. It acts as a memorable bit of foreshadowing. began to wonder why it is at all necessary to add the "at." I came to the conclusion that prepositional phrases act as modifiers, and when they are placed at the end of sentences, they modify nothing. In essence, ending sentences with a preposition is like a dangling modifier. These style journal entries are typical of the work of our students as they grow in their knowledge of style and illustrate several things about the pedagogical utility of this assignment and the teaching of style more generally. First, they show that students are now more sensitive to the language around them; they are paying attention to language in new ways and hearing that which otherwise might have passed unnoticed: figure 6 comes from a television broadcast, figure 7 from a novel, figure 8 from everyday discourse. In all cases, and for each of the three students, reading or hearing these language uses caused them to consider both the stylistic choices and their effects upon the audience. In figure 6 , the student used a strong understanding of stylistic structures to demonstrate the careful stylistic choices of the copy read by a sports commentator. In figure 7 , the student mused about how the novelist used the technique of apposition to include a great deal of information in the sentence-and how that sentence was used in the larger context of the book. And figure 8 shows how students who have style and grammar on their minds come to analyze all that they hear and read; in this case, we can see the student puzzling through the grammatical rule about prepositions that she had long been taught but only now was coming to understand in her own terms. Though not a textbook explanation of the grammar, her analysis certainly illustrates how having these stylistic issues in her memory helped her exercise key grammatical logic.
Finally, we should reiterate that though style is our focus, we do not dismiss the canons of invention, arrangement, and delivery in the Advanced Composition course. In fact, it is the interaction among the canons that makes the course function. We ask students why particular styles are effective or not effective in specific rhetorical situations given the content to be covered and its potential organization, and we ask students to invent and deliver work both written and orally. Style is foregrounded as a feature of the other canons. In this way, we seek to reinforce the idea that the canons are inseparable from one another and that, while we may select one or two on which to focus primarily, they cannot be excised from the set of five canons as a whole.
a D va n c e D c o m P o s i t i o n : s t U D e n t f e e D B a c k
Aside from the primary evidence of student learning in the course-the assignments that they complete-we also have received written feedback on the learning that has occurred there as conceptualized by the students. Asked to describe the ways that their writing and writing processes have changed as a result of the course, students responded in ways that suggest that we have indeed affected their perception of style and have begun to help them use memory to develop a repertoire of techniques for varied occasions.
On the matter of style, students reported a new consciousness of the ways that stylistic techniques affect their ability to fulfill their goals as writers. Interestingly, the barrage of grammatical and stylistic information did not constrict students but liberated them. As one typical student wrote, "Now that I know the techniques that make writing more effective, I find that I am able to stylize my own work more by going above and beyond straightforward sentences and making them my own," adding that, "I feel like my writing is more mature because it has more depth and style." Another wrote, "Now that I am aware of the tools available to me and how to properly use them, I am not afraid to work with them. Imagine what the Egyptians or Greeks could have done with power tools." A third student noted, "I now write with a goal to reveal important information in my piece of work, through the clarity and emphasis of the techniques." Clarity was, in fact, a common theme in student comments, suggesting that the new array of stylistic possibilities allowed them to write more precisely what they had in mind-and so enacting Francis Bacon's "exact man" (or woman).
Perhaps even more interesting are the ways that the learning of stylistic and grammatical structures has changed students' writing processes. Though some might suggest that a focus upon product would diminish attention to process, students came to understand the progymnasmata-like course as a methodology as well as a storehouse. A typical student noted that, "while writing, I think about different techniques that will improve the quality and tone of the piece I am working on. I do not sit down and think 'I am going to add zeugma and polysyndeton to this essay,' per say [sic] , but I am aware of adding more stylized techniques to my writing." The development of rhetorical memory also seems to have given students a stronger sense of what revision means, as one student reported: "I've been through so many courses that I've had to write papers in and each professor or teacher would tell us to revise or work and not hand in the original copy-but I've never really known what to revise. I'd go through and make sure things made sense and were spelled and punctuated correctly." Another student noted that, "when revising, I now read my piece out loud and listen to the rhythm and listen for sentences that don't 'sound' right. If sentences start to sound dull or repetitive, I will work in some more stylistic techniques for variation."
Most encouraging, and a bit surprising, was how quickly rhetorical memory began to develop. Not only was this evident in student projects and style journals, in which they were quite capable of identifying techniques and their function, but also in their approach to composing. One student reported not only "a greater awareness of the specific techniques I've written, read, or potentially could apply to my writing" but also that he has gone beyond revision for content to a stronger sense of stylistic revision: "I still do look for places to change content-either adding or cutting, but now I am more conscious of how techniques support content and add power and thrust to a piece. Zeugma, dashes, parallelism are a few techniques that have left a lasting impression on me." In fact, as noted in the discussion of the figurative language project above, many students reported affection for specific stylistic techniques, one reporting that "my most common are zeugma, anaphora, parenthesis, and auxesis" and another that "I like anaphora and anadiplosis" and varying between "periodic and cumulative sentences for emphasis." Students seem, then, not only to be developing a repertoire via memory but already using those stored memories as they write. "I find that when I am writing, I am thinking to myself, 'What figure of speech can I use to say this,' or after I write, I try to figure out what figure of speech I just used." In these ways, we have begun to see that the development and use of a rhetorical memory in students, many of who noted that no doubt because of their more analytical practices of reading and revision, would continue to expand.
Students also report having developed a new understanding of grammar beyond its rules-based definition. As one student wrote that "rather than conforming to one style, learning about 'standardized' writing techniques has shown me a variety of styles that I never realized existed. Another noted that, "This class has definitely broadened my scope on the use of grammar. I now realize that grammar provides a structure, but . . . I see reasons to sometimes use non-standard English to prove necessary points of emphasis." And a third reported that, "I went from simply putting words on paper and then revising to ensure my grammar and punctuation were o.k. to being able to consciously think about HOW I want to write each sentence and paragraph."
In the end, both student projects and student observations on their own learning have encouraged us to think more widely about the role of style and memory as key elements of not only our writing major but our first-year sequence as well.
